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Abstract 
 Black Mirror’s Bandersnatch has brought interactive film to the forefront of ludo-
entertainment discourse. Released through the Netflix entertainment platform in December 2018, 
the film features a non-linear script that the viewer guides through a series of choices. By virtue 
of design, Bandersnatch places a larger emphasis on narratological elements of the interactive 
experience than gameplay. This paper deconstructs narrative transformations as modeled by 
David Lewin’s connected-operation network model, functions of music in interactive media, and 
morality in mediatized spaces for a comprehensive close reading of Bandersnatch as writer 
Charlie Brooker’s commentary on free will. 
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Introduction 
 Charlie Brooker’s Bandersnatch has brought interactive film to the forefront of ludo-
entertainment discourse. Released through the Netflix entertainment platform as part of the Black 
Mirror anthology in December 2018, the film features a non-linear script that the viewer guides 
through a series of choices. The film generates five primary endings, yet gives the viewer several 
endings that allow the player to re-enter the film at a critical narrative choice with the 
opportunity to select a different narrative route. By virtue of design, Bandersnatch places a larger 
emphasis on narratological elements of the interactive experience than gameplay—however, the 
majority of the film’s more finite endings result in a rating out of five stars. The rating system 
gives these endings a ludic element, drawing viewers (and players) back into the narrative in an 
earnest search for five out of five stars. This paper deconstructs narrative transformations, 
functions of music in interactive episodes, and morality in mediatized spaces for a 
comprehensive close reading of Bandersnatch as writer Charlie Brooker’s commentary on free 
will.  
 Bandersnatch exists in a liminal space between film and game. The interactive film 
makes extensive use of selective immutability: 150 minutes of unique footage divides into 250 
segments, some of which may become impossible to reach based on choices made by the viewer.  
The narrative transformations in Bandersnatch map well onto non-linear models that focus on 
the relations between plot points without privileging the first narrative event. David Lewin’s 
connected operation-networks parallel the narrative transformations surrounding the five main 
endings of Bandersnatch. Lewin’s transformational networks provide insight into the 
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construction of a non-linear narrative in an interactive space that encourages viewers to continue 
playing with choices until achieving a desired ending.  
 The Bandersnatch original soundtrack (OST) functions to both situate the film in the 
early 1980’s and reinforce an illusion of free will. The viewer is asked to make musical 
selections twice in the film; though these choices are innocuous on the surface level, the musical 
selections influence the dialogue between characters as well as the soundtracking for the 
remainder of the film. The near-ubiquitous musical selections allow the viewers to decide what 
the film sounds like, not unlike video games (e.g., Fallout 3 (2008) and Grand Theft Auto 
(2001)) that grant players agency over what music contextualizes their gaming experiences. 
Several of the sound tracks are not accessible without specific narrative choices, adding greater 
significance to the choices made in order to arrive at a certain scene. The changes from diegetic 
to non-diegetic music signify shifts in narrative perspectives, which I have catalogued for each of 
the OST tracks. The relation of on-screen media and lyrics in the OST support Brooker’s critique 
of the notion of free will for both the viewer and the protagonist, as sections of tracks chosen for 
the OST lyrically relate to a loss of sense of self, or, for tracks without lyrics, occur along 
structural changes in the music. 
 In dialogue with the notion of free will, Bandersnatch often prompts viewers with 
choices that involve a certain degree of subjective moral compromise. Morally-charged decisions 
in mediatized spaces make use of an artificial moral experience as constructed by the demands of 
the narrative. For instance, in one Bandersnatch pathway, the viewer must decide to either chop 
up or bury the body of the protagonist’s father. The actions of the viewer are forced to match the 
fiction of the interactive film, and this temporary suspension of morality establishes the critical 
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importance of a viewer’s willingness to suspend their disbelief and moral objections in order to 
continue along the narrative of the film. In certain critical points of the narrative, the same 
segment is reachable through multiple pathways, yet the viewer will have different choices to 
make based on the way they reach the segment. Alternatively, the narrative becomes stuck in a 
loop in the process of generating one of the five more final endings. The loop process guides 
viewers to an ending that results in a credits roll—once stuck in a loop, the viewer can only exit 
through restarting the film. Because this narrative construction allows for unlimited replays, the 
erasure of action-consequence is essential to the film’s power to encourage viewers to continue 
playing, thus reinforcing ludic elements of the interactive film. 
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Section 1: Narrative Transformations 
 Released on the Netflix entertainment platform on December 28th, 2018, Bandersnatch is 
series writer Charlie Brooker’s Black Mirror holiday special. Similar to other episodes in the 
Black Mirror anthology, Bandersnatch addresses unanticipated consequences of rapidly 
developing technology—both within the fiction of the film and the real world of the viewer. The 
interactive film presents the viewer with two choices and allows the viewer ten seconds to decide 
before a default decision is made. The film then stores the viewer’s choices and assigns certain 
valences to their selections; thus, the narrative of the film is partially shaped by the viewer. 
Through a series of paths and networks, the viewer has full agency in generating a unique 
narrative. However, multiple viewings—or replays—are necessary for the viewer to effectively 
transform the narrative. Brooker incorporated an interactive element within each choice, such 
that resetting the memory of the film is impossible until the viewer reaches an ending: it is this 
reliance on the agency of viewers and their willingness to transform the narrative that fuels the 
ludic elements of Bandersnatch’s non-linear narrative structure. David Lewin’s transformational 
network models provide insight into the construction of a non-linear narrative in an interactive 
space that encourages viewers to continue playing with choices until achieving a desired ending.  
The Mechanics of Bandersnatch 
 To call the plot structure of Bandersnatch complicated would downplay the intricacy of 
one of the most elaborate narrative structures in an interactive film to date. Though the narrative 
structure allows for up to sixteen unique endings, the narrative framing of the film remains 
consistent. Set in England in 1984, the film follows a young video game programmer, Stefan 
Butler, through his attempt to adapt a choose-your-own-adventure fantasy novel (titled 
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Bandersnatch) into a video game. Stefan’s game is governed by the same framework presented 
to the viewer: on-screen instructions prompt the player to make choices to guide them through a 
graphical maze of corridors. Similarly, each Bandersnatch viewer is granted total agency in over 
30 different choices in their very own choose-your-own-adventure style interactive experience. 
This forms a meta-commentary: the episode is a choose-your-own-adventure for the viewers 
themselves.  As Stefan programs multiple pathways into his game, the viewer must direct Stefan 1
along a certain narrative pathway. Brooker’s deliberate parallel between Stefan’s game and the 
structure of Bandersnatch is complicated by the technical design of the film—the film will select 
an option for viewers should they elect to not make a choice. This third option—to abstain—
generates an even greater number of potential narratives; the current estimate for number of 
unique permutations is greater than one trillion.  2
 For the purposes of discussion, it is necessary to provide working definitions for critical 
components of Bandersnatch’s narrative structure and means of transformation. Though there are 
many iterations of fan-made graphical representations of the narrative structure, I will use the 
two most circulated narrative maps as generated by Reddit users u/alpine and u/scrixie.  I have 3
 So reckons the Black Mirror fanbase at large on their home page: https://black-mirror.fandom.com/wiki/1
Bandersnatch 
 Estimate provided at https://www.bbc.com/news/entertainment-arts-46699402 2










provided the maps at the end of this definition section (see Examples 1e and 1f). These two 
structure maps both require synthesized definitions for the purposes of my discussion: 
Soft endings prompt the viewer with an opportunity to return to the narrative. Soft endings do 
not roll the film’s credits. Example 1a shows the same soft ending as represented by both fan-
generated maps below. u/apline’s map shows the recursive nature of soft endings, as well as the 
narrative choice that viewers are encouraged to rethink. 
Example 1.1a: First Soft Ending as represented by u/alpine and u/scrixie, respectively 
Hard endings result in endings that usually roll the film’s credits. Example 1b shows a hard 
ending that requires viewers to restart the film entirely. u/scrixie’s map depicts the finality of this 
ending by not linking this ending to an action the viewer must select in order to return to the 
narrative. u/alpine’s map lists the long-term effect on the narrative.  
Example 1.1b: First Hard Ending as represented by u/alpine and u/scrixie, respectively 
Networks are a series of finite choices viewers must make in order to generate unique endings. 
The most clear representation of a network may be shown through the Default Route. The 
Default Route occurs when a viewer allows the film to make a default choice, which occurs 
when the viewer abstains from making a selection. The Default Route is programmed to guide 
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the player through all five hard endings. I have attached my own graphical depiction of the 
Default Route in Example 1c. 
Example 1.1c: The Default Route and its Networks 
Critical Choices create networks and ultimately determine the ending for a viewer. u/scrixie’s 
map imbues critical choices with qualities represented through different geometric icons (see 
Example 1f for u/scrixie’s quality key for critical choices). 
Innocuous Choices have no apparent bearing on the end result of a certain network. Several 
innocuous choices allow the viewer to have agency over the music in the film, including what 
music Stefan should listen to while riding the bus and what record to listen to while he works. 
Thus, innocuous choices do not directly impact the narrative structure of the film, but allow the 
viewer to manipulate the sound world of the film.  
Paths are a series of innocuous choices that result in minor modifications to the networks that a 
viewer may be able to access. u/scrixie’s map documents the modifications of paths during the 
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scene in which Stefan must enter a password into a safe. Example 1d demonstrates that without 
having attained the pink square quality from talking with his therapist about his mother, Stefan is 
unable to enter “TOY” as a password, thus closing off this network ending. 
 Example 1.1d: Significance of Paths in the Password Scene 
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Example 1.1e: u/alpine’s full narrative map 
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Example 1.1f: u/scrixie’s full narrative map 
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 These working definitions allow me to address the ludic elements of the interactive film 
experience. The non-linear narrative structure and selection process encourage ludic engagement 
through granting agency to viewers, providing a rating system as a form of feedback, and 
increasing replay value with various rewards. Comprised of 150 minutes of unique footage that 
divides into 250 segments, the interactive film makes extensive use of what I will call selective 
immutability. That is, certain scenes of the film become impossible to reach after the viewer has 
made a certain critical choice, thus rendering the network selected by the viewer as the only way 
to continue the narrative, or, the narrative has become immutable. The selection process grants 
viewers agency over their viewing experience, as the structure of the film is immutable only up 
until the viewer arrives at an ending. Selective immutability is critical in determining the 
definition of a choice as either innocuous or critical; innocuous choices have no apparent bearing 
on the end result of a certain path and allow for the non-linear narrative networks to govern each 
viewing experience. The narrative construction of each viewing of Bandersnatch relies heavily 
on critical choices and their generative networks. Though viewers have agency in selecting 
critical choices, their decisions will create a selective immutability network and ultimately 
determine the ending for a viewer.    
Selective Immutability and Narrative Construction     
 In this section, I apply Lewin’s operational networks to a repertoire it is has not yet been: 
fictional narrative construction. The principle of selective immutability and resultant narrative 
transformational networks is demonstrable in David Lewin’s transformational network models. 
The narrative transformations in Bandersnatch map well onto Lewin’s non-linear models that 
focus on the relations between plot points without privileging the first narrative event. David 
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Lewin’s connected operation-networks parallel the narrative transformations surrounding four 
hard endings of Bandersnatch.  Lewin’s criteria for a connected operation-network are satisfied 4
by the selective immutability of four hard endings.  
Nodes N and N’ in a node/arrow system communicate if there exist nodes N0 , N1 , . . ., Nj 
which satisfy criteria (A), (B), and (C) following. 
• (A) N0 = N. 
• (B): For each j between 1 and J inclusive, either (Nj-1 , Nj) is in the ARROW relation, 
or else (Nj , Nj-1) is.  
• (C): Nj = N’. 
The criteria demand a finite unbroken path of forwards-or-backwards arrows which starts at 
N and ends at N’. The communication relation among nodes is easily proved to be reflexive, 
symmetric, and transitive. Hence “communication” is an equivalence relation on the NODES 
of a node/arrow system.  
• Definition: A node/arrow system is connected if any two nodes communicate.  
• Definition: An operation network is a transformation network for which SGP is a 
group of operations on S. 
• It says that all the contents of all the nodes in a connected operation-network are 
uniquely determined, once we know the contents of any one node. Intuitively, we can 
follow some path of forwards-or-backwards arrows from the given N0 , to any other 
node, since the system is connected. As we go along that path, we can fill in the 
CONTENTS of each node by applying the indicated TRANSIT operation when we 
reverse an arrow forwards, or the inverse (NB) of that operation when we traverse an 
arrow backwards.  5
In Examples 2a-d, I have provided Lewin’s original connected operation-network model 
alongside my own representation of Bandersnatch hard endings. Consider the “Bury Body” hard 
ending as an example: 
 David Lewin, Generalized Musical Intervals and Transformations (New Haven: Yale University Press, 4
1987), 197.
 Lewin, Generalized Musical Intervals and Transformations, 193-197. For more on operation networks, 5
see chapter 9 (Transformation Graphs and Networks) in Generalized Musical Intervals and 
Transformations.
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Example 1.2a: Bury Body resulting in Stefan’s arrest 
Unlike any network in the film, this choice reboots to itself. The “Bury Body” hard ending 
allows the viewer to return to either exit to credits or the narrative multiple times, thus making 
this a connected operation-network—though the ending is the same, the plot paths made through 
innocuous choices are transformed through multiple viewings. Once initiated by critical choice, 
this network allows for three unique paths to arrive at Stefan’s arrest and the liquidation of 
Tuckersoft. In order to return to other choices in the film, the viewer must restart Bandersnatch; 
this makes the viewer’s arrival at this network even more definitively bound up in selective 
immutability. And when selective immutability is foregrounded, a sense of permanence is 
highlighted—these are choices that cannot be changed.  
Example 1.2b: Fight with Dr. Haynes revealed to be on the set of a film 
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The “Fight with Dr. Haynes” hard ending allows the viewer to return to a critical choice that 
restarts this hard ending network. Should the viewer opt to leap through the window, the film 
plays the hard ending without requiring a second viewing. Should the viewer opt to return to this 
network, the narrative is transformed such that the viewer is encouraged to fight Dr. Hayes, 
which generates a reset back to the critical choice to either fight Dr. Hayes or leap through a 
window. Selective immutability and the narrative construction will eventually require the viewer 
to select to leap through the window in order to exit this connected-operation network.  
Example 1.2c: Pearl Ritman revives Bandersnatch 
This connected-operation network is more nuanced, as the viewer has the opportunity to miss the 
second half of the network should they click away. The first event is Stefan completing 
Bandersnatch and receiving a 5/5 star rating after chopping up the body of his father. This 
generates a hard ending with a credit roll with a report on Pearl Ritman, the daughter of one of 
Stefan’s colleagues at Tuckersoft, reviving the game in the 21st century. Eventually, the viewer 
as Pearl is prompted to either “Throw tea over computer” or “Destroy computer”; the viewer will 
achieve a hard ending should they select either. Within the second viewing of this network, the 
film will prompt viewers with an option to return to the “Chop or Bury?” narrative network—the 
!15
viewer is able to access the Pearl Ritman ending a third time should they select to chop up the 
body a second time, thus engaging with the selective immutability established through multiple 
viewings of the same scenes. All three paths result in a hard ending.  
Example 1.2d: Failed call to Dr. Haynes 
The hard ending that lands Stefan in jail is dependent on viewers entering a phone number while 
Stefan dials Dr. Haynes. Should the viewer enter the correct number on the first viewing, the 
Bury Body network will fail and the neighborhood dog will discover the body of Stefan’s father, 
thus landing him in jail. However, entering the phone number in subsequent viewings will 
generate one of two connected operations: the first will result in Stefan burying the body without 
the film prompting viewers to make any critical choice, and the second will result in a 
conversation between Stefan and Dr. Haynes’s receptionist that ends in his arrest. The network 
triggered is dependent on whether the viewer has already seen the Bury Body hard ending. This 
connectedness between the two different hard endings is heavily reliant on large scale selective 
immutability.  
 Lewin’s transformational networks provide insight into the construction of a non-linear 
narrative in an interactive space that encourages viewers to continue playing with choices until 
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achieving a desired (or required) ending. Selective immutability and the structure of the film 
govern the networks that a viewer may access without resetting the film. Though the networks 
that generate hard endings are much less flexible than networks that occur prior to critical 
choices, innocuous choices also play a critical role in determining the narrative qualities in paths 
that lead to the various hard ending networks. Innocuous choices also result in narrative breaks in 
the form of characters having retained information from previous networks even though the 
viewer has reset the film back to a certain critical choice. Stefan’s apparent “memory” jogs as 
shown in different paths are accounted for through Lewin’s model of recursive aspects of 
perception-structuring.  Given that Perception(b) includes Perception(a) in a relation of 6
implication-realized, these narrative breaks may be explained through what the characters 
perceive with otherwise unattainable knowledge of prior narrative events as Perception(b) as 
related to Perception(a), or, paths opened by innocuous choices.  
Example 1.3: Recursive Narrative Structure in Stefan’s Memory Jog 




u/alpine’s map shows the recursive narrative quality in the first narrative break in the film. The 
first critical choice in the film is the viewer’s decision to accept or reject Tuckersoft’s offer to 
work with Stefan on Bandersnatch. In the first viewing of the film, viewers will usually opt to 
(and are encouraged to) accept Tuckersoft’s offer; this results in a soft ending that grants a 0/5 
star rating for Stefan’s game. However, when prompted to return to accept the offer, the film 
resets to a scene wherein Colin recognizes Stefan (“We’ve met before”) and Stefan identifies the 
buffer error that prevents Colin’s game, Nohzdyve, from launching—a detail that would require 
Stefan’s awareness of having previously experienced this interaction. 
Generating an Interactive Space 
 Both non-linear representational models amplify the significance of creating an 
interactive space. The combination of granting agency to viewers, providing a rating system as a 
form of feedback, and increasing replay value with various rewards generates an interactive 
space that encourages ludic engagement. Agency is a key feature of electronic narrative, and 
most certainly of interactive narrative; yet, Bandersnatch incorporates agency in a theatrical way, 
as the very structure of the film exerts power over the materials and form of the narrative in 
which the viewer finds themselves engaged. The film challenges viewers to navigate playing as 
Stefan or playing with Stefan. Through a non-linear narrative that encourages replaying certain 
sections of the film, Bandersnatch constantly challenges the viewer’s concept of agency and 
their role in the decision making process. When returning to the narrative from a soft ending, the 
viewer is faced with critical choices that increasingly prompt reflection on whether the player is 
playing with Stefan or playing as Stefan. This distinction becomes more blurred as the narrative 
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progresses; the consequences of certain critical choices are much more evident as the film nears 
hard endings (e.g., deciding which cereal to eat for breakfast vs. deciding whether to chop up or 
bury the body of Stefan’s father). Through fourth wall breaks in the Netflix platform, Brooker 
aims to invite the viewer to reflect on the consequences of directly intervening and inserting 
themselves as an omniscient being that can communicate with Stefan. The mechanics of the film 
force the viewer to make choices in the third person, meaning that the viewer is not always 
acting as Stefan; rather, viewers watch Stefan act out their choice. In The Meaning of Video 
Games, Steven Jones writes, “Successful gamers have to remain partly in the game and partly in 
the world. . .[they] have to play comfortably at the “threshold” of game and world. For video 
games, pretext is integral to the experience of play, manifest in something as familiar as interface 
conventions, or in gamer community interaction.”  Bandersnatch exists in the liminal space 7
between game and film, especially when viewers have the potential to reckon with their 
changing role as an agent within the narrative of Stefan Butler alongside their own narrative as a 
viewer. Brooker flips agency on its head through confining viewers to a series of paths and 
networks that eventually result in the dissolution of boundaries between the protagonist and the 
viewer. Thus, Brooker is able to deconstruct the illusion of free will that viewers, whether 
playing with Stefan or playing as Stefan, have control over the narrative of the film.8
 Steven E. Jones, The Meaning of Video Games: Gaming and Textural Strategies (New York: Routledge, 7
2008), 14. 
 Free will in the context of this paper relates to how the viewer engages the possible outcomes of 8
Bandersnatch. Certainly, the viewer is always able to click away from the film and claim that they have 
not lost their free will. But my interest in the film stems from the built-in choices provided by Brooker 
and how Brooker manipulates the viewer through their process of configuring a narrative. In his 
discussion of Fallout 3, William Cheng discusses player agency in detonating a bomb. Cheng interprets 
the option to detonate the bomb as a formally sanctioned one, as the game developers have made the 
bomb for the player to use—the bomb simply awaits for the player to engage. See Cheng, Sound Play: 
Video Games and the Musical Imagination (New York: Oxford University Press, 2014), 48. 
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 As a means of incentivizing viewers to continue to “play” Bandersnatch, Brooker has 
incorporated a rating system for certain hard endings as a means of providing feedback to 
viewers. The rating system is dependent on the narrative and is not capable of independently 
assessing each iteration of the film. Though immutable and pre-determined, the rating system 
engages another ludic element: a competitive one. Viewers are encouraged to return to the 
narrative in pursuit of a 5/5 star rating, which, incidentally, is only accessible through a very 
particular network of critical choices. The function of hard and soft endings shifts when 
considered from a competitive framework. Soft endings provide the viewer with an opportunity 
to return to the narrative after generating an ending that does not roll the credits—this sense of 
incompleteness plays out in the form of catapulting the viewer back to a “save point” of sorts. 
That is, the film will allow the viewer to return to the last critical choice in the narrative as a 
means of encouraging the player to reconsider their choice, encourage them to continue playing 
through the same network for multiple viewings, or explore new scenes. Thus, the interactive 
film has ludic elements built into its very mechanics: beyond allowing viewers to return to save 
points, the film has hard endings that give Stefan (and, by extension, the viewer) a cutscene with 
a rating for his video game. These hard endings present a sense of finality, albeit contingent on 
whether or not the viewer accepts their rating as good enough. The game encourages viewers to 
continue to play through networks in the hopes of attaining a 5/5 star rating, or accessing some 
undiscovered scene. This structure is in line with what Jones describes as reconfiguration: “the 
playing is always in the social world, always a complicated, highly mediated experience, never 
purely formal, any more than a text is purely a verbal construct. Players makes games 
meaningful, make their meanings, as they play them, talk about them, reconfigure them, and play 
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them again.”  Hard endings will give viewers a 0/5, 2.5/5, or 5/5 star rating. By far the most 9
common rating, if given, is a 2.5/5 star rating. Through acts of reconfiguring the narrative and 
engaging with transformational networks, players are galvanized to continue viewing as they aim 
for a perfect rating. 
 Incredibly, Brooker has also built-in player rewards in the form of unseen footage and a 
“secret” final ending as a means of encouraging ludic engagement. Within Example 2a, the 
viewer is rewarded with new footage each time they elect to bury the body; because the film 
prompts the viewer to return to this network after multiple viewings, the viewer is primed to 
explore the same ending multiple times in order to discover new footage. The final ending in 
question involves a post-credits cutscene of Stefan riding on the bus, listening to a cassette tape 
titled “Bandersnatch Demo.”  Remarkably, fan labor and the Black Mirror subreddit worked to 10
show that the audio playing in this cutscene generates a QR code when run through a ZX 
Spectrum emulator.  When scanned, the QR code provides access to the fictional website of 11
Tuckersoft: a hidden URL that contains a page for each of the fictional company’s games with 
actual demo versions of the games mentioned in the film. These kinds of rewards are certainly 
highly valued by the invested fans who labored to uncover them.  
 Ibid., 10.9
 See https://www.reddit.com/r/blackmirror/comments/aa3n1c/black_mirror_episode_discussion_s05e00/ 10
for an extensive fan-driven discussion of the film’s merits. 
 https://www.reddit.com/r/blackmirror/11
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Example 1.4 : QR Code with access to Tuckersoft Website 
 It is now necessary to reflect on the principle of replay value as it relates to the 
transformed narrative networks of Bandersnatch. William Gibbons defines replay value in the 
following passage: “If players follow the game’s instructions, the adventure begins again—but 
this time they start with all the items, health, and powers they had accrued the first time through. 
The result is an experience at once familiar and new. Players relive the game, but with their 
frame of reference and mode of understanding it irrevocably altered—and hopefully enriched—
by what they had already accomplished.”  The entire narrative structure of Bandersnatch is 12
predicated on the notion of replay value, as the viewer must engage with different narrative 
networks in order to achieve a hard ending. Certainly, the replay value of Bandersnatch is 
necessary to its integrity as an interactive film; however, the heavy reliance on replay value has a 
much bleaker rhetorical significance when understood in the context of Brooker’s position on 
free will. Brooker has designed a non-linear narrative structure that bolsters a viewer’s sense of 
 William Gibbons, Unlimited Replays: Video Games and Classical Music (Oxford University Press, 12
2018), 1. 
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agency—yet, by definition, the hard ending networks limit the viewer’s ability to restart (or 
escape) a network once they have passed a certain critical choice. The illusion of choice—and by 
extension, free will—propels viewers to continue engaging the film until they have exhausted 
either all narrative permutations (greater than one trillion) or themselves. The principle of replay 
value is essential to Brooker’s construction of a commentary on free will in the form of narrative 
transformation. 
 In this first section, I have outlined working definitions for the purposes of discussing the 
film’s complex narrative structure; defined selective immutability within the context of 
Bandersnatch and its networks; mapped Lewin’s connected-operation network model to the 
structure of four hard endings as well as recursive aspects of perception-structuring as they map 
to innocuous choices and paths; and provided an assessment of ludic qualities of the film, 
including viewer agency, rating system, labor rewards, and replay value. Ultimately, Lewin’s 
transformational network models provide insight into the construction of a non-linear narrative in 
an interactive space that encourages viewers to continue playing with choices until achieving a 
desired ending. Selective immutability determines the replay value for each network as the 
viewer engages with the non-linear narrative through encouraged play as soft endings guide the 
viewer back into the narrative.The following section concerns the functions of music in 
interactive media, and builds upon my assessment of Brooker’s injection of a commentary on 
free will into the very structure of the interactive film through an analysis of the film’s 
soundtrack.  
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Section 2: Functions of Music in Interactive Media 
 The Bandersnatch original soundtrack (OST) primarily functions to chronologically 
situate the film in 1984. Yet, Brooker makes a secondary function clear through a series of 
innocuous choices that pertain to the sound world of the film. By allowing the viewer total 
agency in two different innocuous musical choices, Brooker expands the scope of his 
commentary on free will to include the soundtrack of the film. In this section of the paper, I 
consider the role of viewer agency in the two innocuous soundtrack-related choices. I highlight 
two musical details: 1) the ways that shifts in musical diegesis serve as representations of both 
the viewer’s and Stefan’s loss of free will, and 2) the ways that of track lyrics occasionally 
converge with on-screen events, which serve to reflect a loss of free will.  
Agency in the Soundtrack 
 In any iteration of Bandersnatch, the second (innocuous) choice in the narrative requires 
the viewer to decide whether Stefan will listen to a cassette tape of Thompson Twins’ “Hold Me 
Now” or Now That’s What I Call Music II’s “Here Comes the Rain Again.”  Cassette tapes 13
functionally situate the film in the early 1980’s; however, I believe that the properties of cassette 
tapes are significant in the context of this choice. Cassette tapes are portable. The viewer must 
make this choice from the first person point of view, as if they are behind Stefan’s eyes or over 
his shoulder: this is the first instance of first person perspective in the film, thus marking the 
viewer as portable, or, susceptible to shifts in points of view. Cassette tapes may also be reset to 
start from the beginning. The viewer’s choice does not start any networks, but does influence a 
 Though “Here Comes the Rain Again” is a Eurhythmics track, the film does not let the viewer 13
know which track will play from either the Thompson Twins or Now That’s What I Call Music II 
cassette tape. 
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bit of dialogue between Stefan and Colin—u/alpine’s map shows that this choice is innocuous 
because it has no influence on the narrative structure of the film (Example 2.1). The effects of the 
viewer’s musical choice may only be seen after the viewer has likely encountered their first hard 
ending, as the viewer must accept and then (through restarting the first narrative network of the 
film) refuse Tuckersoft’s offer in order to access the footage where Colin asks Stefan about his 
taste in music: the viewer must rewind their choice to accept Tuckersoft’s offer in order to access 
a longer narrative network sequence. Based on what the viewer chose in their first viewing, 
Stefan tells Colin that he enjoys listening to either Thomspon Twins or music compilations, 
generally; it is worth noting that the viewer is unable to alter their musical selection during their 
second viewing. Because this musical choice is early in the film and relies on the viewer 
replaying the first network, the Thompson Twins vs. Now That’s What I Call Music II choice 
teaches the viewer that the film’s selection process grants viewers agency both on the level of 
narrative structure and musical soundtrack.  
Example 2.1: u/alpine’s Map of Thompson Twins vs. Now That’s What I Call Music II 
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 Much later in the film, the viewer must make a second innocuous music soundtrack-
related choice. The viewer must decide whether Stefan will purchase Tangerine Dream’s 
Phaedra or Isao Tomito’s The Bermuda Triangle vinyl album. There is no substantial difference 
between the albums, as both are electronic music that have a sequencer-driven (Moog 
synthesizer) sound.  Because the first music related selection occurs early in the film and has 14
relatively little narrative significance, viewers are primed to believe that this musical choice is 
similarly innocuous. The vinyl record selection has no bearing on what narrative network the 
viewer enters, nor does it depend on the viewer to restart the film in order to view the 
consequences of their selection. In the context of having already used cassette tapes for music 
consumption, the vinyl medium is especially significant with regards to the dissolution of 
Stefan’s free will. A record (and record player) is less portable than cassette tapes, and can be 
stopped or started when a record player’s needle makes contact with the vinyl. The transition 
from cassette tapes to a record player as the medium for Stefan’s musical experiences is 
representative of the transfer of the viewer’s onus from playing as Stefan to playing with Stefan. 
Brooker has a second innocuous musical choice soundtrack Stefan’s coding sessions, wherein the 
viewer witnesses the design process take a toll on Stefan’s mental health. Whichever record the 
viewer selects is the soundtrack to Stefan’s descent into insanity and his eventual realization that 
free will is an illusion: the viewer has placed their personal needle on the never-ending, narrative 
network vinyl that catalyzes the ultimate destruction of Stefan’s free will. This musical 
 More specifically, both albums feature Kosmische Musik /Krautrock (“cosmic music”), a type 14
of German electronic music which uses synthesizers and incorporates themes related to space. 
For more on the this genre, see Ulrich Adelt, Krautrock: German Music in the Seventies, (Ann 
Arbor: University of Michigan Press, 2016). 
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soundtracking choice has a different moral valence than the first musical choice: the viewer is 
more familiar with the selection process, likely having achieved at least one hard ending. The 
vinyl soundtracking choice also catapults the viewer into a series of choices that involve 
violence: most immediately, the viewer must decide whether Stefan will throw tea over his 
computer (thus generating a soft ending) or shout at his dad. User u/alpine’s map shows that the 
throw tea over computer choice results in a soft ending that allows the viewer to return to the 
narrative; similar to the cassette tape selection, the viewer is not able to retroactively change the 
soundtrack during the second viewing, should they select to start this network (Example 2.2). 
The moral valence of the choices offered to the viewer changes, as the film works to reinforce a 
distance between the viewer and Stefan. Though there are first person point of view shots during 
the vinyl selection footage, there are no first person point of view shots during the coding 
montage.  This complicates the viewer’s notion of their own agency: the viewer is decidedly 15
acting as Stefan while making these choices (or are at the very least primed to do so through first 
person point of view camera angles), but the coding montage is definitively in the third person. 
The vinyl musical selection is the critical narrative moment wherein viewers are most 
encouraged to experience Bandersnatch as players in their own right rather than as observers of 
Stefan’s storyline. The vinyl soundtracking selection and its subsequent narrative hard choices 
effectively erase Stefan’s free will and status as the protagonist.  
 The near-ubiquitous musical selections allow the viewers to decide what the film sounds 
like in both cases and are immutable (to an extent) once selected, not unlike video games (e.g., 
 https://www.youtube.com/watch?v=E0CgHCp5XAM is a current link as of June 10th, 2019, 15
that will allow the reader to watch the vinyl record selection process.
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Fallout 3 and Grand Theft Auto) that grant players agency over what music contextualizes their 
gaming experiences. William Cheng captures the significance of player agency in decisions 
predicated on the possibility of violent repercussions in Fallout 3 (not unlike that which 
accompanies the vinyl music soundtracking selection): “For anyone unaccustomed or resistant to 
violent games, what can be disturbing is precisely this capability of players to tune out virtual 
murder without serious misgivings. The issue here is not just the murky border between 
simulation and reality, but additionally the degree to which players possess sufficient ability and 
willingness to distinguish between the two.”  The two soundtrack-related selections of 16
Bandersnatch have a distancing effect: as the viewer acts more definitively as an agent 
independent of Stefan in the second soundtracking selection, music becomes the first means with 
which the viewer can play with Stefan rather than as Stefan.  These two musical soundtrack-17
related selections are built into the framework of the film on the principle of selective 
immutability: once you choose one cassette tape/album, you are not able to hear the other unless 
you restart the film. Unlike other tracks in the film’s soundtrack, these musical selections require 
player agency and encourage the viewer to reckon with their role in the narrative. This has 
implications for the film’s immersive qualities and problematization of free will for the viewers 
 William Cheng, Sound Play: Video Games and the Musical Imagination (New York: Oxford 16
University Press, 2014), 51. 
 Of particular relevance is William Cheng’s distinction between ways to play certain video 17
games in the context of Fallout 3: “Yet these players are being just that—good players (rather 
than morally good players), preoccupied foremost with maximizing in-game achievements and 
currencies. When it comes to a controversial and possible guilt-inducing quest such as Megaton, 
the visible pooling of pragmatic views may lead players to rethink whether their own actions in 
the game can ever be truly offensive or transgressive.” See William Cheng, Sound Play: Video 
Games and the Musical Imagination (New York: Oxford University Press, 2014), 49.
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themselves. Users on the r/blackmirror subreddit have posted reflections on agency in 
Bandersnatch:  
 “This episode is so life-like, I’m regretting every decision I’m making” (u/court23w,   
 January 2019) 
 “I JUST WANT TO FINISH THE GAME AND MAKE IT SUCCESSFUL 
 but instead im ruining this kids life” (u/DynastyNA, January 2019) 
 “I was trying to give him all the sensible options! Going to his therapist, talking about his 
 mum, taking his meds! But it made me go back in time and stop being so boring lol.” (u/  
 jessexpress, January 2019) 
These comments are representative of different user’s desire to play as Stefan, in order to act out 
a narrative in his best interests.  
Example 2.2: u/alpine’s Map of Vinyl Path 
!29
Musical Diegesis and (Loss of) Free Will 
 The lack of hard cuts in the film music following these two musical choices generates an 
immersive musical environment that complicates the viewer’s own sense of free will.  Axel 18
Berndt et al. write on the power of soundtracking so as to prevent loss of viewer immersion: 
“[Musical elements and sound effects] have to be very subtle as they are intended to be perceived 
subconsciously. Only in this way—through by-passing the process of concentrated listening and 
intellectual understanding—the music can establish its emotional power.”  Though the musical 19
soundtracking choices are grounded in generating pathways and thus play a structural role in 
generating the film’s narrative, they become immutable by playing out without any hard cuts. 
Once chosen, the music plays unhindered; the only way the viewer can avoid the soundtrack 
changes is to turn off their music.  The cassette tape and record player mediums allow the music 20
to move easily from diegetic to nondiegetic: this way, the music takes up an immersive role once 
 From a musical perspective, a hard cut does not include a fade effect. It is the change from one 18
scene to the next without a transition.  
 Axel Berndt, Knut Hartmann, Niklas Röber and Maic Masuch,“Composition and Arrangement 19
Techniques for Music in Interactive Immersive Environments,” Audio Mostly 2006: A Conf. on 
Sound in Games, (Oct. 2006): 53-59.
 Berndt et al. point out that music plays a significant role in generating player immersion. “The 20
previous section revealed the main problem of a music engine in interactive immersive 
applications, especially in computer games: the automatic adaptation of the score automatically 
according to non-predictable player interactions. Morever, all game elements should be designed 
in a way that prevents losses of immersion. Hence, sound elements have to be integrated into the 
virtual world and all musical effects should be very subtle, i.e., any asynchronous hard cuts have 
to be avoided and multi-repetitions should be concealed.” Berndt et al., “Composition,” 56.
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it sinks into the background of both the film and the viewer’s realm of attention.  Brooker 21
deliberately avoids editing the music, as it would draw the viewer’s attention away from the 
narrative network unfolding onscreen. Concerning the broad effects of not using any kinds of 
musical hard cuts in video game music, Berndt writes, “By abolishing the hard cut, we could 
ensure an appropriate musical performance and—more importantly—we could raise the effect of 
immersion to a higher level. In spite of non-predictable user interactions the background music 
never seems to be taken by surprise of any scene transitions or user actions.”  I extend Berndt’s 22
analysis of hard cuts in video game music to Bandersnatch, as viewer actions are confined to a 
binary of choices determined by the transformation of narrative networks. The narrative structure 
of Bandersnatch is far from unpredictable, yet the background music functions as an immersive 
agent. Through using music as a means to immerse the viewer in the narrative unfolding 
onscreen, Brooker guides the viewer away from reckoning with the erasure of their free will 
through the limiting structure of the film’s narrative. The “suggestive power” of the two music 
soundtracking choices is to assure the viewer that they have ultimate agency over the film, even 
 “[Background music’s] tremendous importance only becomes apparent by muting it and 21
experience the disillusioning lack of this unconscious something. It is intended to be perceived 
subconsciously to directly access the limbic system, by-passing the rational thinking in the 
cerebrum, and affecting its immanent emotional load. The suggestive power, which is thereby 
emerged through music, can sensitize the audience to emotional and analogous contents.” Axel 
Berndt, Knut Hartmann, Ulrike Spierling, and Nicolas Szilas, ”The Functions of Music in 
Interactive Media." In Interactive Storytelling: First Joint International Conference on    
Interactive Digital Storytelling, (November 2008): 126-31.
 Berndt, “Composition,” 58.22
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down to the level of the soundtrack; yet, by virtue of the film’s narrative structure, viewers are 
just as susceptible to a loss of free will as the protagonist they control.  23
 Shifts in musical diegesis are representative of the loss of free will—both of Stefan and 
of the viewer. Access to certain tracks is predicated on the viewer making a specific sequence of 
critical choices that begin narrative networks. Innocuous choices influence the options of footage 
available to the viewer, but critical choices determine what networks a viewer can access. Some 
of the OST tracks are embedded within certain networks, and others are available to every 
viewer (e.g., “Relax” is heard at the beginning of the film regardless of what iteration of the film 
a viewer begins; alternatively, “Love On a Real Train” may only be heard if the viewer elects to 
have Stefan take LSD with Colin). It is significant to note whether or not a track is available with 
or without a certain critical choice, as this provides narrative context for the tracks. I have 
created a catalogue of the Bandersnatch OST tracks in which I provide a narrative context for 
each of the eight tracks (see Appendix 1). The shift of music from diegetic to non-diegetic map 
onto changes in narrative perspectives that form a secondary level of narration in which the 
viewer has lost free will alongside Stefan. As diegesis shifts parallel changes in point of view in 
the global narrative network, the diegetic music of the film is positioned to provide a form of 
commentary on the viewer’s lack of agency. Claudia Gorbman lays out how a film’s soundtrack 
can provide commentary in conjunction with onscreen events: “The mood of any music on the 
 “[Background music’s] tremendous importance only becomes apparent by muting it and 23
experience the disillusioning lack of this unconscious something. It is intended to be perceived 
subconsciously to directly access the limbic system, by-passing the rational thinking in the 
cerebrum, and affecting its immanent emotional load. The suggestive power, which is thereby 
emerged through music, can sensitize the audience to emotional and analogous contents.” 
Berndt, Axel, Knut Hartmann, Ulrike Spierling, and Nicolas Szilas. "The Functions of Music in 
Interactive Media." Berndt, “Functions,” 126. 
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soundtrack, be it diegetic or nondiegetic music, will be felt in association with diegetic 
events. . .What we may indeed remark about the special expressive effect of diegetic music is its 
capacity to create irony, in a more “natural” way than nondiegetic music.”  Beyond offering an 24
ironic commentary, the diegesis shifts in the film are representative of enduring consequences of 
decisions made by viewers. “Love on a Real Train” begins as diegetic music, playing from 
Colin’s record player—however, the music continues nondiegetically in Stefan’s mind during his 
LSD trip. Though the music continuing in Stefan’s mind may be attributed to the influence of 
hallucinatory drugs, the switch from diegetic to nondiegetic is also representative of the degree 
of control the viewer has over Stefan at this juncture in the film. As the music leaves the sound 
world of Stefan and enters a liminal space between Stefan’s mind and the world of the viewer as 
it continues to play in their headphones or through their speaker, the shift in diegesis allows for 
the eventual separation of agency of the viewer and that of Stefan. The track is built into the 
framework of the scene, as Colin starts the track without input from the viewer. And so the track 
continues to play without interference, just as the narrative network the viewer has guided Stefan 
to concludes without any opportunity for the viewer to intervene.  This is but one way the 25
diegesis shift parallels a loss of free will for both protagonist and viewer alike. 
 Claudia Gorbman, Unheard Melodies: Narrative Film Music (London: Bloomington: BFI 24
Pub.; Indiana University Press, 1987), 24.
 “In standard narrative filmmaking, the rhythm and mood of diegetic music that 25
‘coincidentally’ plays with a scene has been made to match the scene’s mood and pace with an 
uncanny consistency. This practice in fact implies a departure of diegetic music from its 
naturalistic independence and a movement toward the action-imitating roles we might more 
readily expect of nondiegetic music." Gorbman, Unheard Melodies, 24.
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Analysis of Musical Diegesis in “O Superman” and “Making Plans for Nigel” 
 The relation of onscreen events to lyrics in the soundtrack support Brooker’s critique of 
the notion of free will for both the viewer and the protagonist, as sections of tracks chosen for the 
OST lyrically relate to a loss of sense of self, or, for tracks without lyrics, occur along structural 
changes in the music. The tracks in the OST have been manipulated in order to only play certain 
sections of the songs themselves and rarely play from the beginning of the track. Gorbman 
provides a framework of analysis of the role of songs with lyrics in film soundtracks:  
 The lyrics, too, would command attention in their own right, and oblige a particular   
 reading of what would otherwise be an understatedly neutral image. . . Songs require   
 narrative to cede to spectacle, for its seems that lyrics and action compete for attention.   
 This is also true for songs sung nondiegetically, heard over the film’s images. . .Rather   
 than participating in the action, these theme songs behave somewhat like a Greek chorus,  
 commenting on a narrative temporarily frozen into spectacle. . .Song lyrics, then, threaten 
 to offset the aesthetic balance between music and narrative cinematic representation. The   
 common solution taken by the standard feature film is not to declare songs off limits—for 
 they can give pleasure of their own—but to defer significant action and dialogue during   
 their performance.  26
I apply Gorbman’s analysis of song lyrics to my own transcriptions of two tracks with lyrics: 
Laurie Anderson’s “O Superman” and XTC’s “Making Plans for Nigel.” In Example 2.3, I have 
super-imposed scene change and shifts in narrative perspective to more clearly show the relation 
of the lyrics to onscreen subjects and their loss of free will in “O Superman.” The aesthetic 
balance threatened in this example is that of the viewer’s understanding of Stefan’s death, which 
is implied in a flashback and then confirmed in the present (m. 250, where an EMT checks his 
pulse). Because Stefan is no longer able to provide any kind of feedback to the viewer, the lyrics 
of “O Superman” are the Greek chorus that assures the viewers that Stefan has died peacefully in 
 Gorbman, Unheard Melodies, 19 -20. 26
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his mother’s arms while experiencing a flashback (m. 260, in the harmonic shift from Ab major 
to C minor). In Example 2.4, I have provided a reduction of “Making Plans for Nigel” with the 
diegesis shift from nondiegetic in Stefan’s unconscious mind to diegetically playing on the radio 
indicated in a text box. The origin of the music in mm. 13-20 is not confirmed to be truly 
nondiegetic until the track begins to play through the radio in m. 21. I’ve included the rest of the 
first chorus for continuity, and so that the lyric content is more exact; as Stefan’s father drives 
him to his therapist and forces him to speak with her, lyrics including “We only want what’s best 
for him” and “We’re only making plans for Nigel” prompt the viewer to reflect on Stefan’s 
independence and mental state as the lyrics and onscreen action compete for the attention of the 
viewer. 
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Example 2.3: “O Superman” Transcription with Narrative Events Shown in Text 
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Example 2.4: “Making Plans for Nigel” Reduction with Diegesis Shift Shown in Text 
 This second section has focused on the Bandersnatch original soundtrack (OST) and its 
functions in an interactive media space. The OST primarily functions to set the film in 1984, but 
tracks also complicate the viewer’s sense of agency and identification with Stefan. Brooker thus 
incorporates a critique of the notion of free will into the very soundtrack of the film, an aspect of 
the film that Berndt views as the one of the most powerful immersive agents in interactive 
media. The role of viewer agency in the two innocuous soundtrack-related choices functions on 
both the level of narrative structure and musical soundtrack. The vinyl soundtracking selection 
and its subsequent narrative hard choices effectively erase Stefan’s free will and problematizes 
the status of the viewer as a secondary protagonist. Shifts in musical diegesis are representative 
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of both the viewer’s and Stefan’s loss of free will through the lack of hard cuts in the music, and 
contribute to an immersive musical environment that complicates the viewer’s own sense of free 
will. The structural function of track lyrics in conjunction with on-screen events hinge upon 
shifts in musical diegesis, and ultimately reflect the loss of free will—both of Stefan and of the 
viewer. This relation of onscreen events to lyrics in the soundtrack support Brooker’s critique of 
the notion of free will for both the viewer and the protagonist. 
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Section 3: Mediatized Moral Spaces 
 The release of Bandersnatch has sparked discussions about the viability of interactive 
films as a source of entertainment. Though Bandersnatch is not the first interactive film to 
appear on Netflix, it is the first that targets an adult audience and incorporates ludic elements that 
encourage the viewer to ruminate on the consequences of having agency over the narrative 
construction.  The Black Mirror anthology notably explores dystopian sci-fi themes related to 27
the consequences of technological advancements. Brooker’s Bandersnatch thematically aligns 
with the anthology but engages the viewer directly. In this section, I evaluate the moral valences 
of the film’s ludic elements, namely the selection process and the feedback provided by the 
rating system as delivered through a media broadcast. A close reading of Brooker’s commentary 
on free will elucidates the significance of interactive experiences that can engage viewers and 
players in different ways (e.g., morally, intellectually, politically, etc.).  
  What are mediatized spaces? For the purposes of my analysis, I operationalize 
“mediatization” as the process of becoming mediatized; “mediatized” as an adjective describing 
the completed dissolution of a barrier between media and user; and “mediatizes” as a verb that 
allows me to more clearly illustrate the actor and the acted upon. In the context of Bandersnatch, 
the viewer engages with moral space when reconfigured narrative networks compel the user to 
make a choice that they perceive to be a moral compromise. A mediatized moral space is enacted 
when the media and the construction of the narrative shapes the experiences of both Stefan and 
the viewer, within the film and outside of the film. I define a mediatized moral space as a fantasy 
 Other films as of June 10th, 2019, include Puss in Book: Trapped in an Epic Tale (2017), 27
Buddy Thunderstruck: The Maybe Pile (2017), Stretch Armstrong: The Breakout (2017), 
Minecraft: Story Mode (2015), and Bear Grylls’ You vs. Wild (2019).  
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world that allows the viewer to explore multiple narrative networks freely but with morally-
charged critical choices as necessary to continue gameplay. I use “mediatized” as an extension of 
Baudrillard’s reflections on implosion of the electronic mass media.  In Bandersnatch, the 28
viewer experiences implosion in the form of a rating system that contributes to the dissolution of 
the viewer’s agency through assigning value to their constructed narrative network. 
Concerning Morality in Bandersnatch  
 The Bandersnatch narrative networks often prompt viewers with critical and innocuous 
choices that involve a certain degree of subjective moral compromise. Morally valent decisions 
in mediatized spaces make use of an artificial moral experience as constructed by the confines of 
the narrative. The actions of the viewer are forced to match the fiction of the interactive film, and 
this temporary suspension of the viewer’s morality establishes the critical importance of a 
viewer’s willingness to suspend their disbelief and moral objections in order to continue along 
the narrative of the film. Bandersnatch becomes a mediatized space through the film’s structure 
and its complication of any mediation between the viewer and the narrative. At certain critical 
choices in narrative networks, the same film segment is accessible through multiple pathways, 
yet the viewer will have different choices to make based on the way they reach the segment. 
 On the dissolution of boundary between the media and its consumers, Baudrillard writes, 28
“Finally, the medium is the message not only signifies the end of the message, but also the end of 
the medium. There are no more media in the literal sense of the word (I’m speaking particularly 
of electronic mass media)—that is, of a mediating power between one reality and another, 
between one state of the real and another. Neither in content, nor in form. Strictly, this is what 
implosion signifies. The absorption of one pole into another, the short-circuiting between poles 
of every differential system of meaning, the erasure of distinct terms and oppositions, including 
that of the medium and of the real—thus the impossibility of any mediation, of any dialectical 
intervention between the two or from one to the other. Circularity of all media effects.” See Jean 
Baudrillard, Simulacra and Simulation (Ann Arbor: University of Michigan Press, 1994), 82-83.
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Alternatively, the narrative becomes stuck in a loop in the process of generating one of the five 
hard endings. The non-linear narrative structure guides viewers to endings that encourage them 
to continue watching—once stuck in a loop, the viewer can only exit through restarting the film. 
This narrative construction allows for unlimited replays and an unlimited exploration of morally 
compromising narrative choices. The erasure of any kind of action-consequence system is 
essential to reinforcing ludic elements of the interactive film. Viewers are rewarded for continued 
engagement with the film. 
 In this section, I examine Bandersnatch as a mediatized moral space. I provide two case 
studies in which experiencing Bandersnatch as a mediatized moral space is particularly critical 
to the overall experience of the viewer.  
Playing With Stefan 
 The first case study involves the viewer playing with Stefan. The viewer plays with 
Stefan, not in the mutually collaborative sense, but in a more violent sense. The viewer literally 
plays with his body and his life, treating him like a toy to be experimented upon. Indeed, he 
becomes a toy, designed to entertain the player through the many creative ways he can die or 
cause death. Stefan is an object through which brutal narratives can be “played out.” 
Playing As Stefan 
 The second case study involves the viewer playing as Stefan. A different framework of 
assessment is necessary when considering the role of viewer identity in the construction of a 
narrative that does as little harm as possible to Stefan. A viewer playing as Stefan is more likely 
to pursue hard choices that appear to work in the best interests of Stefan’s well-being, and may 
go so far as to attempt to correct their choices when the narrative network allows them to do so. 
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 Whether the viewer is playing with or as Stefan, the film does not permit the viewers to 
simply be a passive audience; instead, viewers are forced to take an active role in narrative 
construction. The two ways of playing and the consequent narrative networks diverge when the 
viewer is prompted to either see his therapist or follow Colin down the street (and away from 
caring for his debilitating mental health). This is indeed a critical choice, quite literally and 
according to the definition provided in section one. The viewer must contemplate their agency as 
a force that may prevent Stefan from receiving care that he needs. Additionally, the narrative 
networks split at this choice: those who follow Colin down the street are forced to access many 
of the hard endings that make use of the rating system, while those who choose to care for Stefan 
are able to view endings that do not provide a rating. This distinction is critical, as the process of 
achieving higher ratings requires a greater amount of violence enacted by Stefan as he carries out 
the will of the viewer. The only hard endings that do not provide any kind of rating are the result 
of the viewer pursuing narrative networks that involve acting in the best interests of Stefan. 
 In section one, I addressed the film’s rating system as a means to encourage viewers to 
continue playing by way of reconfiguration. The assessment occurs via a cutscene featuring a 
television host reviewing Stefan’s game with a score up to 5/5 stars. Media sources within the 
film manipulate Stefan’s reality, and the viewer has limited agency over these aspects of the film. 
The music Stefan selects in both the bus and record store scene, his purchase of a video 
documentary on Jerome F. Davies, creator of the fictive original Bandersnatch novel, and the 
rating system are all forms of media that warp the reality of both Stefan and the viewer through 
changes in the narrative as well as the soundtrack of the film. The musical selections and rating 
system both actually directly impact the experience of the viewer—the 5/5 star rating generates 
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new networks for the viewer to engage, and the music allows for agency over the sound world of 
the film. Yet, the viewer is forced to reconcile their role in reconfiguring these elements of the 
film; it is impossible to alter the rating of a certain network once the viewer initiates the network 
just as it is impossible to change the soundtrack of the film without resetting the entire film.   
 Reconfiguration becomes extremely difficult, but the media sources present in the 
narrative encourage the viewer to continue to attempt to access new narrative networks—
especially if they are playing with Stefan. The viewer might feel especially continuous with the 
film and ludic processes when their choices are regularly evaluated. The media in the film also 
dissolves the barrier between the viewer and the narrative by providing a rating system that gives 
a value judgment of the viewer’s narrative network. The rating system works as a way to create a 
layered experience in mediatized space beyond science fiction dystopian worlds that are fully 
virtual. The viewer accesses mediatized spaces whenever they make a critical choice that forces 
them to reckon with their agency in constructing a narrative that may harm or benefit Stefan.  
 Thus, mediatized moral spaces allow for 1) a different kind of ludic experience in the 
interactive film medium and 2) a space in which the viewer/player is affected by reflections on 
their role as both a viewer and a player. In Bandersnatch, the viewer is most open to influence 
when they appear to be evaluated and when they have to make the decision to play either with or 
as Stefan. The film is “playing” the viewer by requiring that the viewer continue to make 
moralized choices. The primary threat to the viewer’s agency is the viewer’s active participation 
in generating a narrative structure that limits possible narratives through either a viewer’s self-
imposed restrictions or a viewer’s continued engagement with the film. This continued 
engagement with the film is representative of the viewer’s loss of free will and the film’s power 
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to compel the viewer to continue the narrative. The viewer’s interactive space is mediatized 
through the ludic rating system, resulting in the manipulation of Stefan’s reality. The result is a 
mediatized moral space in which the media and narrative construction of the film shape the 
experiences of both Stefan and the viewer.   The varying moralized critical choices become all 29
the more challenging to navigate. Through the creation of a mediatized moral space, Brooker 
provides no correct way to play or view Bandersnatch—the film makes no direct claim about a 
moral compass. The significance of the viewer’s motivations and goals is all the more critical to 
evaluating the role of the media and of morality in the construction of each viewer’s narrative 
network.  
 Whether the viewer is playing with or as Stefan, the film generates an interactive 
environment in which the viewer experiences moments of acute influence at the hands of 
Brooker. The technical design of the film augments feelings of narrative continuity, immersion, 
and opportunity for viewers’ intense identification with Stefan. Critical or innocuous choices in 
which the viewer must make a moralized choice are frequently choices that the viewer cannot 
make a morally “right” choice—it is the dilemma created by these choices that open the viewer 
to influence by the narrative structure. In acting in the best interests of Stefan or without regard 
to his wellbeing, viewers loose their own free will. 
 Baudrillard makes a critical point about “sovereign differences” that I believe the structure of 29
Bandersnatch actively works to erase. The viewer looses their sovereign difference from Stefan 
through mediatization. Baudrillard writes, “But it is no longer a question of either maps or 
territories. Something has disappeared: the sovereign difference, between one and the other, that 
constituted the charm of abstraction. Because it is difference that constitutes the poetry of the 
map and the charm of the territory, the magic of the concept and the charm of the real.” 
Baudrillard, Simulacra and Simulation, 2. 
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Generating a Mediatized Moral Space 
 Brooker generates a mediatized moral space by exploiting morally fraught choices as 
necessary to advance the narrative, encouraging viewers to continue to interact with the film, and 
by not providing an explicit goal. Morally fraught choices are significant to the narrative 
structure, as are the motivations of different viewers who choose to play either with Stefan or as 
Stefan. The viewer constructs their own artificial moral experience by reckoning with their 
agency in creating a narrative and their subsequent willingness to continue the game. In the Chop 
Up Body/Bury Body critical choice, the viewer is not able to choose a morally “right” option; 
instead, they must choose within the limits of a binary choice selection. The viewer is not able to 
abstain from making a violent choice because of the narrative network generated by selecting to 
kill Stefan’s father: if the viewer has chosen to kill Dad, they must face the Chop Up Body/ Bury 
Body critical choice as a narrative consequence of killing Stefan’s father. Violence is thus 
rewarded with another opportunity to enact violence, which may suggest that the film 
discourages viewers from killing. However, the player is also able to re-enter the narrative after 
reaching this narrative network’s soft ending and avoid this choice altogether by not killing 
Stefan’s father. This complicates the idea that the film is advancing a specific moral alignment; I 
suggest that, by making this critical choice necessary once the player has killed Stefan’s father, 
Brooker manipulates the viewer through sensationalizing morally fraught choices by requiring 
equally morally ambiguous choices immediately afterward. In order to navigate the narrative 
structure of Bandersnatch with any semblance of one’s morals intact (should they be playing as 
Stefan) a viewer must be willing to suspend their disbelief and moral objection in order to 
continue “playing.”  
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 In section one, I listed the different ludic elements Brooker employs in order to encourage 
viewers to continue interacting with the film. Indeed, the entire structure of the film is dependent 
on viewers constantly returning to the narrative, thus surrendering parts of their own free will in 
order to continue their experience. Brooker encourages continued “play” by manipulating moral 
imperatives of those who are playing as Stefan rather than with Stefan. When a viewer begins to 
identify with Stefan, they will be more likely to choose selections that appear to benefit him in 
his quest to complete his video game, and they will be less likely to explore options that work 
against what they believe to be morally “correct.” The multiple different ways to play the game 
emerge when viewers are forced to consider the consequences of their actions in the 
abstraction.  Bandersnatch uniquely permits viewers to reconfigure the narrative and, as a 30
result, their relationship to Stefan; Ian Bogost writes that “In a procedural representation like a 
videogame, the possibility space refers to the myriad configurations the player might construct to 
see the ways the processes inscribed in the system work. This is really what we do when we play 
videogames: we explore the possibility space its rules afford by manipulating the game’s 
controls.”  What Bogost calls the possibility space is the narrative structure working in 31
conjunction with Brooker’s challenges to the motives of the viewer. In one narrative network, the 
viewer can force Stefan to take his medication, but the player is not rewarded for making the 
“right” choice—instead, the viewer receives 2.5/5 stars and the narrative network reboots to the 
 On the boundary between player/viewer and narrative, Ian Bogost writes that “The ‘boundary’ 30
in question, between human and artificial actors in a gamelike setting, is not something one seeks 
to dissolve; on the contrary, it’s the primary source of interest and pleasure.” Ian Bogost, 
Persuasive Games:The Expressive Power of Videogames (Cambridge, MA: MIT Press, 2007), 
115. 
 Bogost, Persuasive Games:The Expressive Power of Videogames. 43.31
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same decision. This reset implies that in order to continue the narrative, the viewer must not 
allow Stefan to take his medication. The viewer must begin to explore the narrative possibility 
space and Brooker successfully problematizes motivations of the viewer. 
 Unlimited replays in Bandersnatch grant the viewer some relief by erasing the 
consequences of their choices, but, because the narrative structure of the film is so complex, the 
viewer resets the film without a guarantee that they will encounter the same choices (or that there 
will be an opportunity to “right” any “wrongs”). Viewers may also think less of their choices 
because they understand the film is malleable. From either perspective, the viewer is 
participating in a potentially infinite narrative construction process—to continue the game is to 
surrender one’s free will and moral compass. Unlimited replays and the erasure of consequence 
in Bandersnatch makes it so that the film cannot make a direct claim about a proper moral 
compass, which is also Brooker’s statement about morality in spaces that limit one’s free will. 
Making morally correct choices is an impossibility, as the viewer can only truly exit the film 
through restarting and erasing the film’s memory of prior choices and beginning the experience 
again, this time with the knowledge that violence is necessary to “win.” To receive 5/5 stars, the 
viewer must have Stefan kill and chop up the body of his father. The narrative process that strips 
the viewer of free will allows moral fatigue to set in, and the viewer may become dissociated 
from violence.  Unlimited replays and subsequent moral fatigue invite the viewer to reflect on 32
 Martin Le Chevallier’s game, Vigilance 1.0, similarly problematizes the player’s agency: “The 32
game challenges the ideological frame it initially represents. The game’s purpose is not to 
promote surveillance not moral purity, but to call such values into question by turning the 
apparently upstanding player into one of the depraved whom he is charged to eliminate.” Bogost, 
Persuasive Games:The Expressive Power of Videogames. 110.
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the (erasure of) boundaries between Stefan and the viewer in Bandersnatch.  Whether the 33
viewer plays as Stefan or with Stefan, Brooker limits the free will of the viewer in morally-
charged decisions in order to prompt viewers to reflect on their decisions. 
 Bandersnatch does not present a clear goal for its viewer to achieve. Though viewers may 
seek out a 5/5 star rating, many of the hard endings in the film involve no rating at all; it is 
significant that Brooker provides no correct way to interact or play with the film, as evidenced 
by the lack of ratings in certain endings. The film is technically designed to encourage viewers to 
play with the narrative structure. But the “rules” of film for the viewer to follow are more social 
rather than ludic. A viewer’s goals are defined in terms of the film’s narrative and dramatic 
construction, but their progress may be evaluated not by the rating system but by how the viewer 
reconfigures their relationship to Stefan. Indeed, the viewer’s moral alignment becomes the 
metric by which they are able to evaluate their narrative progress. In Bandersnatch, simply 
reaching a hard ending is winning. Concerning morally complex games, Bernard Suits writes, 
“In games losing is achieving. . . failing to win the game by virtue of losing it implies an 
achievement, in the sense that the activity in question—playing the game—has been 
successfully, even though not victoriously, completed.”  Because Brooker offers no clear 34
operating guidelines for the film, the viewer is able to make choices in line with their own set of 
rules. The structure of the film requires constrained improvisation, as viewers are forced to make 
 Bogost writes about the operationalization of video games as persuasive critiques that trouble 33
the player: “On one hand, video games can represent ethical doubt through logics that disrupt 
movement along one moral register with orthogonal movement along another. On the other hand, 
video games can represent ethical positions through logics that enforce player behavior along a 
particular moral register.” Bogost, Persuasive Games:The Expressive Power of Videogames. 287.
 Bernard Suits, The Grasshopper: Games, Life, and Utopia (Peterborough, Ontario: Broadview 34
Press, 2014), 84-5. 
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choices with 10 seconds or less to decide. From whatever moral position the viewer approaches 
the film, the fluctuating relationship between the viewer and Stefan is a source of interest (if not 
pleasure) for the viewer. Thus, the viewer’s self-imposed moral framework guides them through 
choices.  The lack of a clear goal in Bandersnatch encourages viewers to engage in a mediatized 35
moral space that prompts reflection on their role as agents in the life of Stefan. 
Significance of Identifying with Stefan in Bandersnatch 
 Playing as Stefan provides its own unique challenges to the viewer, as the viewer must 
consider their own identity in relation to Stefan. In this section, I situate the relationship between 
the viewer and Stefan as an extension of an avatar and their player in a video game. Like many 
video games, Bandersnatch provides concrete procedural rules (two choices with ten seconds to 
decide), goals that may be defined by the player, semi-consistent feedback (via the rating system) 
and multiple levels of engagement for the viewer/player. Bandersnatch also defies categorization 
as a video game. The narrative structure requires constant reconfiguration and possibility spaces 
dwindle: in accounting for how the film morally challenges viewers, possibility spaces become 
even more limited. Though viewers have a great deal of agency over the narrative construction 
process, they are ultimately limited by the technical design of the film in a way that many 
narrative-centric games are not. Possible “moves” do not become recommended moves but, 
rather, necessary moves. Brooker’s narrative allows viewers to feel like they have a choice but 
 “With respect to other rules—for example, moral rules—there is always another reason—what 35
might be called an external or independent reason—for obeying whatever rule may be at issue. In 
behaving morally, we deny ourselves the option of killing a Threat or lying. . .not because such a 
denial provides us . . .with an activity the would not otherwise have available to us, but because. . 
.we judge killing and lying to be wrong.” See Bernard Suits, The Grasshopper: Games, Life, and 
Utopia, 33. 
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wears down the viewer’s sense of true free will over the progression of the narrative by requiring 
them to return to certain choices over and over again. By continuing to engage with the film, 
viewers willingly partake in the erasure of their free will. This facilitates the viewer’s ability (and 
inclination) to identify with Stefan.  
 As viewers witness Stefan’s loss of free will, they are presented with an opportunity to 
empathize with him. The significance of identifying with Stefan is immense and directly relates 
to the level of investment in both the narrative and Stefan that a viewer may feel.  What 36
distinguishes Bandersnatch from other forms of film or interactive media is the opportunity for 
the viewer to relate to and attempt to assist Stefan. Brooker’s mediatized moral space dissolves 
the barrier between the actor/viewer and the acted upon/protagonist through revoking free will 
for both parties. Playing at the boundary of identity and empathy, the viewer must consider moral 
imperatives present if and when they begin to take on the identity of Stefan.  The viewer moves 37
from a more distanced position (as a spectator) to an agent actively facilitating narrative events 
through the eyes of Stefan—many of the choices early in the film are shot from the perspective 
of Stefan, suggesting that the viewer act as Stefan while making decisions. The implications of 
 In their 2016 article, Soutter et al. found a positive relationship between “perceived similarity 36
between avatar and player and the [player’s] ability to enter a flow state while playing a video 
game.” Their findings support a positive relationship between character identification and flow, 
despite a vast number of variables that determine the intensity of character identification. See 
Alistair R. Soutter, and Michael Hitchens, ”The Relationship between Character Identification 
and Flow State within Video Games,” Computers in Human Behavior 55 (2016): 1030-038.
 The viewer is ultimately more susceptible to empathetic engagement with Stefan as a result of 37
encouraged continuation, leading to a higher level of immersion in the interactive experience. 
Cairns et al. define immersion as “the experience of being ’in the game,’ that is, being heavily 
emotionally and cognitively invested in the activity of playing.” Cox Cairns, Day, Martin, and 
Perryman, ”Who but Not Where: The Effect of Social Play on Immersion in Digital 
Games,” International Journal of Human - Computer Studies 71, no. 11 (2013): 1069.
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identifying closely with Stefan are immense; the viewer must refuse the possibility of 
commodifying Stefan’s experience for the purposes of entertainment. In their findings 
concerning player identification in MMOGs (Massive Multiplayer Online Games), Van Looy et 
al. write, “In [identifying with a fictional character] we are able to extend our emotional horizons 
and social perspectives.”  Throughout the Bandersnatch interactive film experience, viewers are 38
most open to reflection on their behavior within the narrative when they experience some level 
of identification with Stefan. 
Music in a Mediatized Moral Space  
 What is the role of music in mediatized moral spaces? Bandersnatch’s technical design 
permits for a level of interactivity usually only seen in video games. Thus, the music is decidedly 
an immersive agent for viewers in the context of an interactive film. Yet, throughout the film, 
viewers are constantly forced to consider their role in generating an experience that is both 
Stefan’s and their own: the music in Bandersnatch disambiguates the moral complexity of 
certain choices by performing a vital narrative function. Concerning the role of music in 
interactive media more generally, Berndt et al. write: 
 By music’s associative power it is possible to make it clear for him what his actions cause 
 and mean. It can laud him for doing something good and reprove him for bad morally   
 condemnable actions. Moreover, music can be used as a regulator for the player’s    
 attention, emotional state, and playing behavior by an adaptive musical soundtrack that   
 dynamically reacts and mediate a personalized playing experience.   39
 Jan Van Looy, Cédric Courtois, Melanie De Vocht, and Lieven De Marez, “Player 38
Identification in Online Games: Validation of a Scale for Measuring Identification in 
MMOGs,” Media Psychology 15, no. 2 (2012): 126.
 Berndt, “Functions,” 130. 39
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The music of Bandersnatch is especially poignant in serving as a means of clarifying the 
“correctness” of a certain choice. The music certainly does not advance a certain moral 
alignment, but rather clarifies the valence of certain choices. The narrative function of music in 
the film is especially clear in the most “peaceful” hard ending. In a series of narrative networks 
that notably require the viewer to avoid violence in their choice selections, a hard ending 
emerges. The feedback to the viewer comes not in the form of a rating but out of the track that 
plays as Stefan dies peacefully during a therapy session. While Stefan joins his mother on the 
train as a child, Laurie Anderson’s “O Superman” begins to play. The viewer is certain that 
Stefan’s mother dies on this train ride and knows that Stefan will die as well—the viewer does 
not have the ability to refuse to agree to join his mother on the ill-fated train, as the only 
available choice is to say “Yes.” But the viewer, who has otherwise avoided violence, is not 
certain of what the valence of unwittingly choosing to kill Stefan may be. The music clarifies 
that this hard ending is the most “morally” ideal ending in the film. The music tells us that Stefan 
is at peace as Laurie sings “so hold me mom / in your long arms.” No rating clarifies how the 
player has done. Music is the sole source of feedback for the viewer in this ending. 
 In this third section, I have provided a close reading of Brooker’s Bandersnatch in terms 
of the film’s ability to engage viewers morally through a complex interactive experience. I 
present Bandersnatch as an interactive film that makes use of mediatized moral space, and define 
mediatized moral space as an environment in which the media and the construction of the 
narrative shapes the experiences of both Stefan and the viewer. Brooker generates a mediatized 
moral space by presenting the viewers with morally fraught choices that are necessary to advance 
the narrative, encouraging viewers to continue playing through the use of ludic elements, and by 
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not providing an explicit goal for viewers. I analyze two different ways to “play” or view 
Bandersnatch that highlight the film’s mediatized moral space. Viewers may play either with 
Stefan or as Stefan—though both ways to interact with the protagonist provide their own unique 
challenges, the viewer must reckon with their own identity and ability to empathize with Stefan 
should they choose to play as him. Music performs a vital narrative function in clarifying the 
moral valences of certain choices when viewers elect to pursue a narrative with minimal violence 
done to the protagonist. Though there is no technical end to the film that allows for one trillion 
different narrative iterations, the music of Bandersnatch clarifies the moral valences of choice 
via its associative power.  
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Conclusion 
 This paper deconstructed narrative transformations, functions of music in interactive 
episodes, and morality in mediatized spaces for a comprehensive close reading of Bandersnatch 
as writer Charlie Brooker’s commentary on free will. Section one focused on narrative 
transformations as they map onto David Lewin’s transformational network models and the 
implication of creating an interactive space that encourages viewers to continue playing with the 
very structure of the film. Lewin’s mathematical visualization of possible moves in the 
connected-operation network generates a series of narrative networks that capture the non-linear 
narrative of Bandersnatch while operating within the film’s defined possibility space. What I call 
selective immutability motivates the viewer’s engagement with these narrative networks—this is 
what determines the replay value for each network.  
 Section two considered the role of viewer agency in two innocuous soundtrack-related 
choices, shifts in musical diegesis as representative of both the viewer’s and Stefan’s loss of free 
will, and the structural function of track lyrics in conjunction with on-screen events. I provided 
two examples—Laurie Anderson’s “O Superman” and XTC’s “Making Plans for Nigel,” in 
which the relation of onscreen events to lyrics in the soundtrack support Brooker’s critique of the 
notion of free will. Thus, the scope of Brooker’s commentary on free will expands to include the 
very soundtrack of the film.  
 Though there is no technical end to a film that allows for one trillion different narrative 
iterations, the music of Bandersnatch clarifies the moral valences of choice via its associative 
power. Section three evaluated the moral valances that arise as a result of ludic elements and 
considers Bandersnatch as a mediatized moral space. I defined a mediatized moral space as a 
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fantasy world that allows the viewer to explore narratives that are predicated on morally-charged 
decisions. In examining Bandersnatch as a mediatized moral space, I provided two case studies 
that require the viewer to experience the film while negotiating their relationship to the 
protagonist—they must either play with Stefan (not in the mutually collaborative sense) or play 
as Stefan. In mediatized moral spaces, with Bandersnatch as a case study, music performs a vital 
narrative function by clarifying the moral consequences of certain decisions. 
 A close reading of Brooker’s Bandersnatch provides necessary reflection on the 
significance of interactive experiences that can engage viewers morally and intellectually. The 
overwhelmingly positive reception of the film bodes well for future projects that involve 
interactive elements. Yet, Brooker makes a powerful statement by using the interactive film 
medium as a platform for Bandersnatch. The technical design of the film is entirely dependent 
on the agency and engagement of the viewer. The intricate narrative structure problematizes the 
role of the viewer as an agent, thus opening the viewer up to the interpretation of Brooker’s 
Bandersnatch as a bleak commentary on free will as it intersects with technological innovation.  
 Ultimately, music in interactive media works as an immersive agent that contains a 
powerful capacity to shape a player’s moral self-awareness which may lead to action in a 
player’s (or viewer’s) everyday life. Increased self-awareness as a result of engaging with 
Bandersnatch has the substantial potential to incite introspection and self-assessment of moral 
thought and behavior outside of the interactive space contained within the film. But moral self-
awareness does not equate to any kind of determinism—being influenced by a game or film, or 
simply the “other,” is a central part of existence. Though Bandersnatch contains opportunity to 
engage in violent acts, the film itself has no ability to directly galvanize violent acts. The 
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interactive film medium cannot be blamed for any violence outside of the realm of the film. 
Indeed, as the viewers engages with the film, they interact with the narrative as they would any 
game. When the viewer feels that Bandersnatch is a ludic experience, they have accepted the loss 
of their free will; they have accepted that their actions have no consequences and that their 
agency is ultimately less important than the pleasure derived from taking part in the film. 
Brooker’s commentary on free will demonstrates that, in order to open people up to the idea of 
acting immorally, one must convince them that they are simply playing a game.  
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Appendix 1: Catalogue of Bandersnatch OST 
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